. The axis terminates in a round pool, known in the sources as "le rondeau" and sometimes "le grand rondeau."2 The wall in back of it takes a series of ninety-degree turns as it travels along, leaving two niches in the middle and another to either side (Fig. 1) (Fig. 4) .6 It postdates the birth of the Petite Commande by ten years and its arrival
The Farnese Flora's chief claim to fame has always been her clinging, transparent dress, and Buyster reproduced it almost line for line in his own statue, even where it crosses the navel. Thomassin went so far as to write "Flore" at the bottom of his engraving of Buyster's statue (Fig. 21) .32 The FarneseFlorawas known to Buyster's generation through casts and copies and through FranSois Perrier's Segmenta of 1638, an anthology of engraved views of the most admired statues in Italy (Fig.  22) .33 One indication of Buyster's debt to Perrier is that the neckline of the nymph's gown descends from her right shoulder to her left.34 He extended her toes an inch over the edge of the plinth, a curiosity that is found in Perrier's print but not in the ancient marble. The column in back of her is absent in both the print and the ancient marble. He also parted company with the Farnese Flora by exchanging her wreath and fillet for oak crowns, a reminder that his figure 6 Buyster, Un satyre, accompagne d'un petit satyre, engraving by Jean Le Pautre, 1675. BNP, Cab. des Est., Va 78f, vol. 5 stood against the thick woods of Versailles. Most important, Buyster turned the nymph's head to full profile, allowing her to make eye contact with the horned satyr (Fig. 10) . Their byplay leaves little to the viewer's imagination. She mails her invitation with a dropped sleeve and a lifted dress; he replies with his grapes and pipes, his private parts in poor disguise. A panther's skin lies on a stump behind the satyr. 35 One of the most memorable tours of the gardens was held on July 18, 1668, -to celebrate the Treaty of Aix-la-Chapelle (Fig. 1 ) . It began with the king and queen leading their court to the Grand Parterre in front of the main western facade, and then to the Parterre du Nord (Fig. 2) .36 From here they walked to the east, toward but not into the Grotte de Thetis (Fig. 26) , and then to the north, along the border of the grounds. At the end of this long, straight stretch they had nowhere to turn but west, into the Rondeau, the home of the Petite Commande. Entering it, they passed between Lerambert's first couple (Figs. 7, 8 ( Fig. 6) , he crosses his legs to the outside, away from his female partner. His robe has come undone in the process, exposing his caprine lower half. According to Guillet, this is Pan, a specific deity, but his mates are just ordinary nameless personifications. If he is the oldest member of the troupe, he is also the most forlorn and weather-beaten. His contours are beginning to sag, his muscles to loosen and droop. He has the exhausted physique of the Dying Seneca, the prototype of the once virile old man (Fig. 23) .37 However, Lerambert has posed him not after the Seneca but after the three-foot Faun with Pipes (Fig. 24) , one of the treasures of the Alilla Borghese in Rome, where the Seneca also happened to stand.38 It is another essay in reversals: stiff old age for elegant youth, tall for short, hairy goat legs for glistening human legs, shrill cow horn for melodic flute. Thomassin is alone among his contemporaries in calling Lerambert's figure "a satyr who dances."39 Guillet said that he holds a cow horn, not that he dances, but of course he could easily be doing both. The same Guillet reported that his partner (Fig. 12) is "a hamadryad who dances." Both Chauveau and Thomassin And even Plato in certain verses says that the nymphs took a singular pleasure in hearing him play the flageolet, gathering around him and dancing playfully, that is to say, the hydryads or aquatic nymphs, and the hamadryads, the forest nymphs. The Ancients also named him the Chief or Captain of the Nymphs, in the pursuit of whom he was incessantly and excessively lascivious and lewd, so much so that they were barely able to escape from the traps that he set for them. The first case involves not Versailles but the Tuileries in Paris. At the heart of it is a four-page memo by Charles Perrault, poet, courtier, author of the fairy tales, charter member of the Petite Academie, chief assistant to Jean-Baptiste Colbert, who in 1664 had become the surintendant of the Batiments du Roi. In his memo, which he wrote in 1666, Perrault outlined a program of eighteen statues of royal virtues for the dome of the Tuileries. 47 Perrault said in his Memoires that Colbert had established the Petite Academie in 1663 in order to hear from a panel of experts on an infinite number of things having to do with buildings, where it is necessary to have wit, and which for the most part cannot be done well without a knowledge of how they were done by the ancients, and also to make descriptions of the monuments and other remarkable things that would be done, which would merit being sent to foreign lands and being left for posterity.48 It is easy to see that all of these figures can have beautiful attributes, all of which can be varied differently; this will be done in the models that the sculptors will make.
If it's thought that there may be too many women, there are many Virtues that can be represented as figures of men. We will also be able to give the sculptors a number of opportunities to satisfy their fancy and genius, for which it is necessary to have very great respect. 50 Perrault was under no illusion that his memo constituted the last word on the matter; it is nothing more than a working draft. He anticipates, indeed, he seems to welcome, a conference with his colleagues on the subject of male representation in the cast. He also accords wide latitude to the sculptors in choosing and arranging their attributes.5l
Perrault's tribute to his sculptors has the ring of personal acquaintanceship, even though he did not name them in his memo. Other sources tell us who they are: Thibaut Poissant and Philippe de Buyster, flush from his success in the Petite Commande. Poissant presided over the court facade by carv-12 Lerambert, Une danseuse, engraving by FranSois Chauveau, 1675. BNP, Cab. des Est., Va 78f, vol. 5 ing six of the eight statues there; the remaining two went to colleagues. Buyster took charge of the garden facade: of the ten statues there he appropriated six for himself and left the rest to colleagues, one of whom was Louis Lerambert, his ex-partner at the Rondeau. Now for an unexpected wrinkle: Buyster, quite apart from his own negotiations with the Batiments du Roi, subcontracted a fledgling sculptor, Michel de La Perdrix, to carve four of the six statues for him.52 La Perdrix agreed to respect Buyster's models, that is to say, models that had already been screened by the Petite Academie in order for the process to have advanced this far. What remains obscure is the premodel stage. Typically, a sculptor in the 1660s was beholden to an artist of higher authority, such as Charles Le Brun or Charles Errard, who supplied the preliminary drawings. There is evidence in the archives that Le Brun designed the stucchi for three rooms in the Tuileries in the spring and summer of 1666.53 Franocois Girardon, Thomas Regnaudin, and Jean-Baptiste Tuby, along with our friend Lerambert, carried them out. This is Le Brun the premier peintre du roi, the directeur of the Gobelins, the chancelier, as well as one of the recteurs of the Academie Royale de Peinture et de Sculpture the most powerful figure on the artistic stage of France. That he designed the statues for the Tuileries is more than a strong possibility.
Our second detour also leads to Paris, to the Galerie (Fig. 10) . . . Peintre du Roi, to commence work on said pieces the day after tomorrow and to continue without interruption with a sufficient number of workers in order to present said works finished and perfect within the next coming year."54 More than six dozen figures took part in this celebration of Apollo, the king's new alter ego. Each sculptor took a quarter share of the stucchi, still a huge job, and this is undoubtedly why the four of them were permitted to subcontract "a sufficient number of workers" on the side. This brings us to our third case study, the Grotte de Thetis at Versailles (Fig. 26) . Here we will cross paths for the first time with Claude Perrault, older brother of Charles, medical doctor, natural scientist, architect, theorist, translator of Vitruvius, author of programs for Versailles. We have no reason to doubt Charles when he asserts in his Memoires that the invention of the Grotte de Thetis was his and his alone. His preamble reads, "I gave the plan for the Grotto of Versailles, which is of my invention."55 Sixteen sixty-five is the year of his idea. The Apollo who retires to a cool underwater place at day's end, he writes, is a stand-in for Louis XIV, who rests at Versailles after laboring for mankind (compare Fig. 27 The provocative claim of 1694 is acceptable for much of the 1660s if we think of Claude Perrault as an adviser to the Petite Academie, a kind of adjunct member, even though he never sat on it officially. Charles says that Claude "was ordered" to design some large vases for the gardens, and that two of them were turned over to Girardon for execution. 68 More than anyplace else it was the northern zone that profited from Claude's many creations. Charles claims the design of the Bain de Diane for Claude, conceding that Girardon's relief is superior to the design (Fig. 28) (Fig.  15) ; the cub impersonates a character of his own age by Michelangelo (Fig. 16) . One of the nymphs (Fig. 9) is the rustic reincarnation of a deified Roman courtesan by the name of Flora (Fig. 20) . The role model for the other tambourine player (Fig. 8) is the majestic, easily agitated Juno (Fig. 17) ; her partner (Fig. 7) , tricked by the wine, plays the part of Michelangelo's most vaunted creation (Fig. 18 ). Anatomically, Pan (Fig. 11) resembles the Dying Seneca (Fig. 23) , but in his casual cross-legged pose he emulates the Faun with Pipes (Fig. 24) ; his partner (Fig. 12) imitates the light footwork of some ancient male dancers (Fig. 25) . All obviously and deliberately so. Recognition is the indispensable first step in any burlesque, the springboard to more distant or obscure associations.
A handful of examples will do. First, there is no denying that Lerambert's Faune (Fig. 7) is a parody of the great David (Fig. 18) . Incongruities abound: a risque touch to the beard instead of a sling in the hand; a wily (and fully visible) nymph in place of a fearsome (but invisible) giant; a state of drunken double vision instead of ferocious concentration. He makes a mockery of David's magnificent contrapposto. The tree trunk has become a useful crutch for the inebriate. By lampooning the Renaissance statue, of course, the Faune also lampoons the Old Testament hero himself, the second king of Israel, who as a young man was often smitten by feminine beauty. By extension, and in the spirit of high burlesque, the object of his lust becomes one of his conquests, say, Bathsheba (Fig. 8) . Then we remember that she is masquerading as the CesiJuno (Fig. 17) , and just that quickly he becomes a parody of Jupiter, no wallflower either; indeed, he has the look of mock contrition, and well he should, his wife having discovered him in one of his many outrageous disguises.
It giving some cover to the pseudo-David, Le Pautre turned his print of 1672 into a double burlesque, a burlesque burlesque (Fig. 7) . This is one of the most persevering vines in the history of art, a two-or three-foot creeper on assignment to protect the faun's false modesty. No burlesque is complete without an assortment of silly details, and the two foot-sized platforms that keep the joueuse de tambour and the petit amour from toppling to the ground are a case in point (Fig. 8) . It is a little joke at the expense of the many ancient figures with toes draped over the edges of their plinths, including the Laocoin, the Ludovisi Mars, the Silenus with the Infant Bacchus, several of the Niobides, and the CesiJuno (Fig. 17) , Lerambert's model in this work.92 Just as silly are the stumps that rise naturally from their plinths to support Lerambert's Faune (Fig. 7) , Satyre (Fig. 11) , and Danseuse (Fig. 12) and one of Buyster's Satyres (Fig. 6) . It is less a parody of the ancient stumps and trunks, which stand on their plinths like columns on their stylobates (Figs. 20,   25 ), than it is a jab at Michelangelo's skimpy trees, which seem to have roots in the rocky soil (Figs. 16, 18) .93 The faun's stump, like David's, is multibranched, but it must be five or six times larger.
Lerambert's musician holds a Basque tambourine, Guillet said (Fig. 8) . Marin Mersenne, the foremost music theorist of the time, said that such a drum will produce a pleasant sound when shaken or beaten and that bells can be attached to the rim if more noise is desired. 94 In the hands of Lerambert, however, the tambourine is more than a sound maker, it is also an emblem of voluptas (sensual pleasure), following the lead of Annibale Carracci, who famously included one in his scene of Hercules and Iole on the vault of the Galleria . 8 ), she plays the noisy variety with bells. But for now we need to return to the figure on whom she is modeled, the Galatea (Fig. 15) . This was not the first time that her lovely corkscrew pose had appeared in Raphael's oeuvre. It had been rehearsed a short time earlier in a now lost drawing of Lucretia, who rested a foot on the foundation of her tomb in token of her honorable death (Fig. 14) History, who makes a profession of writing down, in an orderly fashion, what takes place in the world, is portrayed with wings, to show that she is going to make public everywhere the diverse events with an unbelievable speed.
To this end she turns her eyes backward, because she works for posterity through her descriptions of past things, in order to perpetuate the memory of them. For, as Petrarch says:
She subdues the years, and her writings are such, That through them she makes men immortal. That is why she leans on the shoulders of Saturn, because she pronounces a just account of Time, over whom she is victorious. In a word, this is the mistress of life, the light of memory, the spirit of actions, and the upholder of truth. For she must never allow herself to be corrupted by lies, nor by her own interests, but say exactly what is, without applying any gloss to this unaffected sincerity, for which her white dress is the symbol.104
Turning back to Buyster's tambourinist, it is a notable fact that she, too, touches her foot to a stone block-not her left one, as Ripa has it, but her right. No longer an emblem of man's noble efforts to preserve his heritage, the block is here simply a support for the nymph's leg at play, a launching pad from which she advertises her appealing forms to her suitor. Fig. 5) . Another target of the Petite Commande are the popular entertainments of the day, the theater of the commedia dell'arte and the musicians, dancers, and comedians who played in carnivals and fairs. Our woodland deities are striking the poses and performing the roles of art history's most recognizable figures, Galatea, David, Juno, Flora, and so on, and to that extent they are stock characters; the behavior of each character is predictable and suitable to his or her basic nature. So it is with Pan (Fig. 11) , who passes for both the Dying Seneca (Fig. 23 ) and the Faun with Pipes (Fig. 24) . At the same time, however, he seems to have more than a little of Callot's Pantaloon in him (Fig. 33) Fig. 12) . The male population of the court was bound to get an erotic tickle there. The object lying near Pan has one, possibly two, holes in front, a row of vertical openings on the side, and a hinged lid (Fig. 11) . A musical instrument? I am baffled by this box, but certainly it offered one or more burlesque clues to the sharp viewer. Chauveau staged a bacchanal in back of the dancer and armed the figures with tambourines and flutes (Fig. 12) . A wall runs along the right side of his view, in the place where a real one bordered the gardens at that time (Fig. 1) There is much else in his biography to suggest that he was an eager participant in the campaign by the Batiments du Roi to turn his Rondeau into a rustic vaudeville. Le N6tre was a man of legendary wit, audacity, and good cheer, and no one enjoyed his conversation more than Louis XIV. We are told by his nephew, Claude Desgotz, that he gave bear hugs not only to his king but also to Innocent XI in Rome, outbursts of true happiness on his part offending no one. 118 Then, someone having mentioned a caricature [le portrait charge], the Cavaliere said that he had made one of the Abbe Buti, which he looked for to show it to His Majesty, but not finding it, he asked for a pencil and some paper and redid it in three strokes in front of the King, who took pleasure in seeing it, as did Monsieur and the others, as much those who had come in as those who were at the door. 123 The Petite Commande had more in common with the art of caricature than the courtiers might have imagined in 1665. To make the point, the Faune will speak for the others (Fig.   7) . A member of the canon, the David, is selected for comic ridicule, not only for the enormous fame of the statue but also for the outstanding list of love affairs by the biblical hero (Fig. 18) ; it had to meet those basic requirements to begin with. Next, the telling features of the model are distorted to the limit of recognition: the uplifted arm, the penetrating eyes, the triumphant nudity, the undersized tree. The burden of proof shifts at this point to the viewer, who is called on, (Fig.  12) , or the long-shafted horn of the Satyre (Fig. 11) . The mission facing Buyster in his Nymphe tenant une couronne de chesnewas to feign a transparent gown (Fig. 9) , a la the Farnese Flora (Fig. 20) , but even on his home turf he was outclassed by Lerambert, who put a still more convincing see-through gown on his Joueuse de tambour (Fig. 8) , even though his model, the CesiJuno, was amply garbed (Fig. 17) . Guillet said that Lerambert had written a light verse to go with each of his statues; it is unclear why, in the end, his poetry was omitted. He signed them instead, an honor in itself, a legacy "to his Fig. 3) . But his drawing has to be appreciated for what it is, the visual equivalent of his memo to the king and nothing more. Le N6tre had two concerns in the memo, and thus two in the drawing: the first was the wall, which he rendered in thick, dark lines of ink; the second was the gate, which he described with words as well as a dotted line. The lower half of his drawing, which falls outside the range of his memo, is rendered in weak and rather careless movements of the pen; it was only for comparison with the gate, for example, that he bothered to record the diameter of the pool. 2, 308, nos. 23, 24, vol. 3, 335, nos. 16 13. Nolhac, 98, was the first writer to notice that the Satyre is wrongly attributed to Buyster in the caption to Le Pautre's engraving (Fig. 11). 14. There is one exception, the wording under Lerambert's first couple (Figs. 7, 8) , 1969), vol. 1, 142, 34. It is obvious from the way in which he contoured the arms of his engraved figure (Fig. 9) that Le Pautre owed a debt of his own to Perrier (cf. Fr6edric Leonard, 1668) . 26), 53, fig. 2 , for a photograph. Lerambert seems to have gotten the idea from the knot-covered tree trunk beside the Dancing Faun (Fig. 25) Fig. 27) and the garden-wide plans from the early 1680s (see n. 197 below). Lerambert's Satyre (Fig. 11) is pictured by Chastillon in the southwest corner of the basin, that is, the comer closest to the Mbnagerie; that spot is marked on the plan by a dot, and it is paired with a dot that almost certainly represents the home of his Danseuse (Fig. 12) . Lerambert's Joueuse de tambour, avec un petit amour auprrs d'elle (Fig. 8) is pictured in the southeast corner of the basin, that is, the corner facing the Isle Royale; there is a dot for it on the plan and another alongside it for his Faune (Fig. 7) . The last two couples, both by Buyster, are represented by dots in the northern corners, but which couple went where is uncertain. Each individual couple was kept intact, so it seems, but the orientation of the four couples vis-a-vis one another was not (cf. our reconstruction of the Rondeau, Fig. 13 137. Guillet de Saint-Georges, "Lerambert," 333.
